Still another critic, Jacob Isaacs, goes so far as to suggest that Joyce got the idea of stream-of-consciousness from Dickens, "a master of montage and a master of texture," 9 a view with which V. S. Pritchett would presumably agree, for he wrote that "There is more of Dickens, to my mind, in James Joyce's Ulysses than in books like Kipps or Tono Bungay." 10 Though admittedly other writers such as Edouard Dujardin, who was experimenting with direct interior monologue in 1887 in his novel Les lauriers sont coup's, would have to be taken into consideration in any study of sources or influence, there is strong evidence to credit Dickens with a major role in the use and refinement of the technique. In Great Expectations in particular the reader finds a probing interest in the individual consciousness leading to sophisticated use of interior monologue and time and character montages-all characteristic of the techniques used by the stream-of-consciousness writers to follow Dickens.
There are certain points of agreement between surrealistic and stream-of-consciousness writing. Both dwell on the threshold of subconscious mental activity. Where the surrealist uses automatic writing to obtain the suggestions of the subconscious mental states, the stream-of-consciousness writer attempts to re-create the subconscious mental state of a character. The works of the first are, as Georges Lemaitre has observed, products of "a spontaneous creative instinct having its roots at the very bottom of our consciousness," 11 and their bizarre quality is reflective of an order which is entirely different from that perceived by the conscious mind and senses.12 The works of the second, the stream-of-consciousness writers, have many of the same characteristics. They, too, are bizarre, superficially chaotic, based on an order not recognized by the conscious mind. Yet they are not produced by a disordered mind; they are the creations of a highly organized intelligence attempting to re-create basic aspects of private consciousness. In this sense it is more accurate to refer to Great Expectations as a stream-of-consciousness novel than as a surrealistic novel.
However, the surrealists' view of children is applicable to Great Expectations. Surrealists tend to assume all young children live 
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Nineteenth-Century Fiction mostly in an enchanted, miraculous place halfway between reality and a dream world. Since children live at the intersection of these two existences, they successfully blend fact and fancy, and thus intuitively grasp, in Lemaitre's words, "the elusive, mysterious soul of the universe." 13 For a child there is no clean-cut separation between his imagination and his surroundings. Instead, there is a fusion of the two which is comparable to the fusion by the artist of the individual and the world around him, the internal and the external. In these terms the stream-of-consciousness elements in Great Expectations are as evident as the surrealistic ones, for facts (the world, external reality) are seen only in terms of an individual fancy (imagination, internal existence). Thus there is an inevitable blending of the two in an individual consciousness. The two distinct areas of existence do come into conflict, but a resolution of sorts must be effected by the individual if he is to retain his sanity.
Indeed, the stream-of-consciousness novel is distinguished by its subject matter: the consciousness of one or more characters. Robert Humphrey defines it as "a type of fiction in which the basic emphasis is placed on exploration of the prespeech levels of consciousness for the purpose, primarily, of revealing the psychic being of the characters." 14 It is concerned, as Humphrey points out, with a character's mental experiences (sensations, memories, imaginations, conceptions, intuitions) and spiritual experiences (symbolizations, feelings, processes of association). Thus the narrator becomes relatively unimportant, for the major concern of the author is the psychic life of the protagonist. As Stephen Dedalus says, "The artist, like the God of the creation, remains within or behind or beyond or above his handiwork, invisible, refined out of existence, indifferent, paring his fingernails." 15 The reader is theoretically brought into contact with life as free from interpretation, propaganda, or editing as the author can make it.
In general Dickens accepted the point of view of the omniscient author. Three times he attempted the first-person narrative: in David Copperfield, Great Expectations, and half of Bleak House. Of these Great Expectations is generally conceded to be his most careful and successful attempt. First-person narration is important in the latter in this work because Dickens is working primarily with the mental and spiritual experiences of the protagonist. Great Expectations, therefore, represents a departure from Dickens's usual practice in its more complex treatment of the private consciousness of the characters."6 In this drama of an individual conscience and its enlightenment, the main character moves from innocence through mock-sophistication to wisdom. Pip is not a static but a developing character who is molded and remolded by the people and experiences he meets. Because the effects of those meetings are seen from inside the protagonist, the entire psychological being is developed. By taking the reader within the hero's mind, as Thomas Connolly points out,17 Dickens presents a full portrait of the man growing from the boy. The reader is not allowed to be just an external observer, but experiences Pip's maturation from the vantage point of his, the reader's, own feelings. Such is, of course, the object of any stream-of-consciousness novel.
According to Robert Humphrey there are four basic techniques for presenting stream-of-consciousness writing: (1) the direct interior monologue, (2) the indirect interior monologue, (3) description by an omniscient author, and (4) the dramatized unconscious. There are also a number of minor techniques which can be used. Three of the principal methods and some of the minor ones are present in Great Expectations.
The direct interior monologue aims at representing the contents and processes of the mind as they exist at prespeech levels. Harry Stone defines the interior monologue as a literary attempt to "render in written words that semistructured and evanescent aspect of private consciousness which is composed of disorganized and yet meaningfully associated speech-thought." 18 In the direct interior monologue the narrator is invisible and "paring his nails." Stone recognizes that in his later novels Dickens was capable of representing consciousness by the interior monologue technique, and asserts that in some of his lesser-known short pieces he came close to the interior monologues of the twentieth century. 
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Great Expectations, certainly not a "lesser-known short piece," Dickens skillfully renders an individual consciousness. A major portion of the novel is concerned with the presentation not of external action but of the drama taking place in Pip's mind as he assesses the world and tries to find his place in it. Dickens does strive to maintain a degree of narrative coherence while depicting the images and associations of Pip's mind, but the qualities of rambling thought, discontinuity, and private associations are strongly evident. For example, the book begins not with the depiction of some grand action, but with a young boy staring at five graves and indulging in two aspects of mental activity: memory and imagination.
My most vivid and broad impression of the identity of things, seems to me to have been gained on a memorable raw afternoon towards evening. At such a time I found out for certain, that this bleak place overgrown with nettles was the churchyard; and that Philip Pirrip, late of this parish, and also Georgiana wife of the above, were dead and buried; and that Alexander, Bartholomew, Abraham, Tobias, and Roger, the infant children of the aforesaid, were also dead and buried; and that the dark flat wilderness beyond the churchyard, intersected with dykes and mounds and gates, with scattered cattle feeding on it, was the marshes; and that the low leaden line beyond was the river; and that the distant savage lair from which the wind was rushing, was the sea; and that the small bundle of shivers growing afraid of it all and beginning to cry, was Pip.20 A short time later the convict forces the reader upside down along with Pip:
When the church came to itself-for he was so sudden and strong that he made it go head over heels before me, and I saw the steeple under my feet-when the church came to itself, I say, I was seated on a high tombstone, trembling, while he ate the bread ravenously. (2) In both excerpts there is a freedom and fluidity of syntax which correspond to the darting impressions within the frightened child's mind.
The indirect monologue differs from the direct only because it less intensely reflects the inner workings of the mind of the protagonist. The reader is more aware of the author's presence, for though unspoken material is still presented as if it were directly 20. Great Expectations (New York, 1966), pp. 1-2. All subsequent quotations from the novel will be taken from this paperback edition (Holt, Rinehart, Winston). from the consciousness of a character, there is a wider use of descriptive and expository techniques. Scenes can be more dramatized, or the point of view can shift to third person. In other words, the reader goes in and out of the character's mind; he is not strictly imprisoned within it. Thus, the indirect monologue fulfills its function as Humphrey defines it by creating in the reader "a sense of the author's continuous presence." 21 The arrival of Magwitch at Pip's London abode late at night is such a scene. The reader is led into it by following the impressions and reflections of Pip as he sits alone. When a footstep is heard on the stair, the reader is drawn out of Pip's consciousness and into a scene which is partly dramatized and partly mental. "When the ruin is complete," said she, with a ghastly look, "and when they lay me dead, in my bride's dress on the bride's table-which shall be done, and which will be the finished curse upon him-so much the better if it is done on this dayl" She stood looking at the table as if she stood looking at her own figure lying there. I remained quiet. Estella returned, and she too remained quiet. It seemed to me that we continued thus a long time. In the heavy air of the room, and the heavy darkness that brooded in its remoter corners, I even had an alarming fancy that Estella and I might presently begin to decay. (89) A still more unusual use of the dramatic, though in this instance the dramatic conscious rather than unconscious, is the portrayal of Mrs. Joe when she suffers the attack from Orlick; losing her power of speech, she is forced to communicate solely by charades. Wemmick's Aged Parent also must dramatically externalize his wishes and his reflections. 
